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Abstract 
 
Recent claims that orchestras around the world are facing new financial pressures 
threatening their survival, suggest that it is critical to investigate the potential for musicology 
to adapt to commercial outcomes. This paper takes the Australian music industry as a case 
study to prototype a new and sustainable orchestral model appropriate for twenty first 
century audiences. The paper includes a review of musical and social innovations from 
previous and current orchestral models, a review of arts marketing strategies developed for 
the new consumer, the identification of successful new performance modes including 
distribution methods and developments in acoustic and digital instrument design, and the 
documentation of the implementation and testing of such a model to live audiences. 
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Introduction  
 
The word orchestra comes from the ancient Greeks, where it described the space in 
front of the stage where a chorus sang and danced. ‘Orchestra’ began to be applied to 
a group of musicians during the late seventeenth and early eighteenth centuries.  Both 
the meaning of the word and the orchestra itself have evolved over time to be "an 
organised body of bowed strings with more than one player to a part, to which may be 
added any number of wind and percussion instruments" (Grove Dictionary 2006).  
Contemporary musicology attempts to merge the spirit of this meaning, adding digital 
and immersive elements. 
 
The traditional orchestra comprises the players that deliver the standard content 
(repertoire) to a largely known audience in a concert hall. This paper hypothesises that 
this method is no longer sustainable and documents research to develop a successful 
and sustainable business model for the orchestra. This model is close to the original 
orchestral models where composers and performers were responsive to the needs of 
wealthy patrons who completed the role of the audience. A dislocation occurred when 
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the patron became the government funding body, and the role of audience was 
removed from the orchestral production model.  
 
This research aims to identify the needs and desires of contemporary (twenty first 
century) audiences, together with needs of orchestras (players and organisation), and 
content (musical and performative material), to suggest a new sustainable and 
commercial model. This commercial model should determine the method by which 
the orchestra, content and audiences interact effectively.  
 
Research into orchestral sustainability is scarce. Audience research in Australia has 
explored which existing music repertoire suits particular audience demographics, and 
mapped current habits, consumption patterns and musical tastes (Radbourne 1998, 
Rentschler et al 2002, Saatchi & Saatchi 2000, Australia Council 1999, Boyle 2003). 
There is also useful data from the United Kingdom (Association of British Orchestras 
2005, Chong & Trappey 2001, The London Symphonia 2005), North America (John 
S. and James L. Knight Foundation 2005, Symphony Orchestra Institute 2005, 
Colbert 2002, Scheff 1999, Cutts 2003, Kolb 2001, Wiggins 2004) and Europe 
(Cuadrado & Molla 2000, Ropo & Sauer 2003).  However, apart from mapping and 
developing audiences for current repertoire and analysing declining audiences, there 
is little research that investigates new ways that this artform could be developed to 
reach larger audiences, and have more value commercially by exploiting both new 
forms and musical copyright or intellectual property (IP). 
 
Challenges 
The paper proposes creative ways to move forward, which will increase the 
sustainability of orchestras.  There are four challenges in this endeavour. 
The first is the challenge of repertoire.  Philip (2004) in Performing Music in the Age of 
Recording states that in the nineteenth century access to concerts by a professional 
orchestra was very limited for most people. It was highly unusual to have the 
opportunity to hear a work more than a few times in one person’s lifetime. Thus the 
repertoire was not well known by most people. This pattern changed with the 
burgeoning growth of classical recordings, especially during the second half of the 
twentieth century. In 2007 audiences are faced with the opposite problem, a well-known 
but tired and overexposed repertoire, with many of the great works available in 
hundreds of versions. And, as Philip identifies, what they hear is “a copy of a copy of a 
copy”. This homogeneity of interpretation is stultifying the artform and limiting 
musicological development. In many ways the orchestra has been a victim of its own 
success. Since the late nineteenth century the art form has failed to evolve significantly, 
relying on its distinguished past. As orchestral audiences get older there has been a 
decline in attendance numbers (Kotler & Scheff 1997, Kolb 2001). The temptation 
therefore is to offer an ageing audience the product they want, and to increase attendance 
in a minor way from this same demographic segment. This situation may change with the 
increase in baby-boomers coming into this demographic, as opportunities exist to cater 
for their needs, as well as the imperative to connect to younger audiences.  
 
However relying on existing repertoire is not enough, and new repertoire of the past 
century, much of it impenetrable for most people, has not been enticing new audiences 
into concert halls. This has made the marketing by the orchestral organisations 
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increasingly difficult. In contrast, the internationally successful Australian group, the Ten 
Tenors, has focussed on a long-standing Western Art music practice, the “tenor”, by 
investigating and testing ways of changing and reconfiguring the repertoire, whilst 
maintaining the essence of the tenor voice. 
 
The second challenge is new competition. This orchestral audience dilemma has taken 
place at a time when competition from other large forms has been fierce: the large 
movie screen, the stadium rock concert, or both combined, can often give an audience a 
high quality experience with musical substance. The didactic approach of the custodians 
of the orchestral tradition has resulted in a culture that is highly demanding of an 
audience. Incomprehensible scores, stark listening conditions and strict behaviour rules  
entice too few to make the experience viable economically. This does not mean that the 
only solution is for the pendulum to swing the other way, but rather seek multiple and 
nuanced solutions that will surprise and enthuse live and mediated audiences. 
 
The third challenge is technology, which has opened up new possibilities in all areas 
of art and entertainment – more spectacular events to more people while paradoxically 
products that can be more customised to individuals. In 2007 music can be broadcast 
to the world, yet pressed as small runs of CDs to suit a particular audience. It is 
anticipated that creative technological solutions to presentational modes will be fully 
embraced. This includes looking to other art-form successes, such as film, where 
enveloping the audience in an immersive environment has proved irresistible  
(Arthurs and Vella 2003). Further innovative uses of technology, such as the use of 
projected live, recorded, preprogrammed and interactive images around the space and 
fully spatialised 3D audio will impact on music performance. There is also room for 
more theatricalised experiences using technology, with better staging, lighting and 
stagecraft in both live and digital environments (Arthurs and Vella 2000). 
 
The fourth challenge is the development of a new business model with a commercial 
outcome. New solutions need to be explored to sustain the art form, artistically and 
economically. Research on cultural sustainability and productivity in the arts shows 
that sustainability is the point where the artistic effort is sufficiently supported by 
audiences such that the arts organisation or art form is sustained for the next 
generation (Radbourne 2003). The challenge of globalisation is positive in terms of 
sustainability. The potential audience for an orchestra has increased through the 
ability to distribute across the world. But it cannot be done merely using the old 
product development and product extension models. Research is required to 
investigate ways of presentation, direction of repertoire, medium of distribution, 
social patterns and future audience needs, including what is happening globally 
(Harding and Robinson 1999). 
 
The research for this project addresses these challenges and moves beyond 
investigation and experimentation, to create a socially and economically sustainable 
model which is trialled and rigorously tested, in both live and recorded formats.  
The research focuses not just on ‘developing’ audiences, but also identifying new 
audiences. With similar aspirations, this paper explores new product development 
models in music which link the development of new repertoire in a responsive 
strategy to expressed audience needs and desires, guaranteeing a sustainable product. 
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Commercialising musicology 
 
Musicology is defined as the study of the history of music based on textual evidences 
(Lloyd 1968). It grew from a scientific approach and the need to document changes in 
musical styles and forms. Inherently musicology represents the status of music 
composition and performance at a given time in history. In the twenty first century 
where there has been a shift in the production of art from supply to demand, that is, a 
new understanding of the role of the audience in the creative process and new 
business models for music consumption, musicology is being challenged by 
commercialisation.  The creative process now moves from the concept of the creative 
idea or product, through production and distribution, to consumption (Florida 2002). 
The supply chain is only completed by an audience who attribute economic or 
aesthetic value to the musical experience. Creativity is the key driver of the twenty 
first century economy and needs to be leveraged. Many industries surrounding the 
orchestra are reliant on the health of the state orchestras such as instrument 
manufacturers, the recording and entertainment industry, the multimedia, film and 
television industries, the music education industry, operas, ballets, broadcasters, 
venues, and festivals (QUT, Cutler & Co 2003). 
 
In the arts, especially music, it is presumed that innovation and commercial success 
are mutually exclusive. This is not the case in other sectors such as manufacturing and 
building construction, and nor should it be in the arts. Declining government 
subvention and increasing business partnerships for the arts, dictate a need for 
innovation that has an outcome of commercial success. One effective example of 
commercialisation is The Ten Tenors from an ensemble of opera singers, into a world-
wide crossover success.  The group has sold over 500 000 records, performs live to 
around 250 000 people a year and has reached a television audience in excess of 30 
million. In 2004 they reached Number 12 in the USA Billboard Classical and Cross-
Over Chart. The Ten Tenors has become one of Australia’s largest musical exports by 
evolving the original art form with new repertoire and presentation and enveloping it 
with a comprehensive audience development strategy (Arthurs 2004).  
 
Growth of new musical copyright and intellectual property (IP) 
 
The potential for developing new-authored IP through compositional innovation and 
new creative production methods is immense. The addition of digital production 
techniques as well as the use of multimedia formats are well established in popular 
music production, but may be unknown within many current producing and 
performing institutions (Negus 1999, 2002). In the same way digital and innovative 
music practices have made long term changes to the creative processes and widened 
commercialisation in the popular sphere, new repertoire will ensure a healthy future 
for an extended orchestral form. 
The old orchestral repertoire is unsustainable as its traditional audience base ages. 
Without innovative repertoire (musical IP) that reaches beyond presentational and 
distributional elements, the orchestral tradition is struggling to find a place in peoples’ 
leisure time. New musical work tailored especially for the extended orchestra must 
find a place on the DVD shelves of consumers, and in their arts and entertainment 
budgets. This is a particular challenge in the digital era as consumers find they have 
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increased ‘content abundance imposed’ upon them (Kretschmer, Klimis and Wallis 
2001). The extended orchestra delves further into the relationships between high and 
low culture established over the past decades which are yet to be fully democratised 
(Hesmondhalgh 2002). A range of audiences (and potential consumers) from a 
diversity of age, ethnicity, class and education backgrounds are yet to be included as 
listeners of orchestral music.  This growth in audience through growth in orchestral IP 
is possible with informed modelling and intensive work on new repertoire creation. 
More activity will yield more refined results, as better creative solutions are 
discovered though appropriate musical IP.  
The research questions framed for this study are: 
1. How can audiences for orchestral music be sustained. 
2. Can technology successfully develop new immersive environments that 
envelop innovative musical outcomes rich in textures, social meaning and 
commercial potential. 
3. What are the issues for new musical IP streams (copyright) modelled through 
live and mediated presentational forms. 
 
The business model 
 
The typical arts business model starts with the music product and ends with the 
audience. New models are needed, that acknowledge that the patron and the audience 
are connected, but in a far broader and interactively responsive way. It is not a simple 
inversion where the audience is at the beginning of the process and influences the 
content of the composition, but rather an interaction with performers that produces a 
dynamic outcome constantly changing in each performance. This model has 
sustainability as the goal, that is, ongoing audience participation. If audiences can be 
sustained, then commercialisation is achieved at the same time as a new 
musicological model. 
Innovation and technology have a significant impact in this model. Audiences are 
experiencing the movie cinema as the benchmark for a new “extended” orchestral 
experience through music and technology. One of the paradoxes of classical music in 
the early twenty first century is its reliance on technology for architecture, marketing, 
ticket sales, lighting and staging. The myth of musical authenticity must be 
maintained amidst this plethrora of technology. The original orchestral experence was 
built on innovation, new instrument design, larger well-built buildings allowing for 
very large ensembles, musical volume and textures unheard before. Technology plays 
a key role in the new extended orchestral model of this study through amplification 
of:  
• the sound providing volume and an extended frequency and texture range, 
• the space through surround sound, 
• the environment through screen projection, 
• the gestural elements through body cameras, music controllers and ubiquitous 
computing, 
• the audience demographic through mediation by HDTV, DVD, internet, 
databases and educational tools, 
• the dramatic and visual performance in stagecraft and innovative stage wear, and 
• the cross-stylistic and cultural forms. 
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Through technological innovation, audiences are connected to that which made up the 
spirit of the original orchestra, which has been lost over time. 
 
Project methodology 
 
The methodological approach places the nexus of artistic and economic sustainability at 
the centre of the research process. This involves beginning with the audience, 
developing the content, delivering the performance, and establishing the product. This 
is achieved through a variety of inquiry methods within a framework of action research. 
Such research is focused on observing iterative developments in a deliberately altered 
situation (Cherry 1999). Action research often employs a cyclical process or action 
and observation and reflection (Schon 1984,1987) that then informs subsequent cycles 
of action. It is usually situated as a naturalistic research method (Erlaandson et al. 
1993) relying especially on qualitative data methods. In this project a variety of data 
sources informed each cycle which included test trials, participant observation, 
interview, survey, audience research data and focus groups.  Further to these multiple 
lenses on the phenomenon is the opportunity for individuals and the orchestra as a 
whole to contribute their experience of creative practice as an evolutionary process 
using digitization to track the development in the practice and allow the sounds that 
musicians make to figure as data amongst the other qualitative and quantitative 
methods. These multiple data sources allow crystalisation, providing a thick 
description of phenomenon (Denzin and Lincoln 2000).  
 
The research was undertaken in eight stages as follows.  
Project Stages 
1 Concept development – audience research and artistic direction 
2 Planning – tasks, people, delivery 
3 Musical composition  
4 Test orchestra recruitment and development 
5 Rehearsal and visual enhancement 
6 Performance and recording 
7 Audience survey and participant observation  
8 Data analysis and evaluation 
 
Concept development was based on two inputs: knowledge of audience behaviour and 
preferences in orchestral performances, and the creative processes of artistic ideas in 
contemporary musicology. It was not dissimilar to the new product development model 
of Urban, Hauser and Dholakia (1987) which begins with opportunity analysis, market 
definition and idea generation. This project was unique, in that it was funded to build 
the test orchestra and engage an audience in the test performance, use the musicians as 
research assistants and participant observers, and make modifications before a public 
launch. Crealey in her research in new product development in the performing arts, 
states that “Testing is often dismissed or undervalued in the arts. Many maintain that 
product testing is impossible in the performing arts because of both the personal nature 
of an individual’s response to art and the simultaneity of the performing arts experience: 
the product is produced by the performers and consumed by the audience at the same 
moment”. The concept aimed to overcome this. 
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This project involved many new product components (repertoire, technology, visuals, 
venue, staging, musicians, instruments) challenging audience understandings of 
orchestral music, and the concept development was rigorous. It involved planning and 
preparing the initial case for an extended orchestra model to be developed as a fusion 
of digital and acoustic instruments. This required defining the digital instrument 
specifications and documentation, choosing creative and musical research assistants, 
composing and finalising music for the test orchestra, recording audio for the 
demonstration DVD, and auditioning and interviewing the research 
assistants/musicians. The test orchestra performed in a range of styles using specified 
acoustic, amplified and digital instruments, including synthesisers, samplers, laptops 
and strings. It was built on the theory that “recent innovations in musical instrument 
design are not simply a response to the needs of musicians; they have also become a 
driving force with which musicians must contend” (Théberge 2000). Surround sound 
systems and multi-screen live and prerecorded visual images were explored and added 
to the perfromance.  
 
Audiences were surveyed using a questionnaire and a focus group. In addition all 
project participants provided feedback through observational and experiential data. 
Survey questions examined demographic details, expectations, motivations for 
attending, current musical preferences, and reflections on the performance. Focus 
group questions probed when and where audiences usually experience music, what 
were their feelings when engaging with orchestral and other music, their view of the 
role of the audience, inventing a new model of orchestral performance, and how 
musicians and art policy makers can ensure the next generation will become an 
audience for such a model.  The focus group discussion was designed to enable the 
researchers to tie together clusters of behaviour that relate to a given consumer 
decision or action. The group interaction was planned to stimulate richer responses 
and generate new ideas for this study. Audience connectivity was critical to the 
outcome. 
 
The performance was captured using multi-cam shoots and assembled as a short 
demonstration DVD, which participants were able to later observe. This, together with 
data from the pre-project, informed the exact model for development. No music IP 
can be created in isolation from an understanding of the transmission and distribution 
media. Therefore the music creators were encouraged to understand the infrastructure 
and mediation methods being used. This included researching the artistic possibilities 
that have come about as a result of the revolution of new musical technologies, 
gestural controllers and distribution methods such as the internet, DVD, cable and the 
audience data collected. 
 
Deep Blue was chosen as the project name and branding, giving a sense of 
commercial possibility to the project. The first performance was the culmination of an 
intensive week of rehearsals, where the staging of the Deep Blue orchestra initiative 
was tested. During this rehearsal week, the main objectives were filming the 
production for a promotional DVD and testing some of the project’s creative ideas 
musically, visually, theatrically and as a process. For this stage, greater emphasis was 
put on the visual, rather than the sound production. 
 
An eclectic selection of works was chosen according to criteria such as their dramatic 
possibilities, their communicativeness, their practicality for staging and suitability for 
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the target demographic. The aim was to have the emotional narrative of the music 
represented in the whole event. The works for the audience performance were a  
combination of new works, “Elegy” composed by Robert Davidson, “Raising up 
Water” composed by Phil Williams, “Chill” composed by Yanto Browning, and also 
“Mars” from The Planets by Holst, arranged by Robert Davidson. The Deep Blue 
team comprised string players and electronic musicians. 
 
In total about 40 people attended the test performance of the four works. The invited 
audience consisted of a number of different demographic and psychographic groups: 
members of The Queensland Orchestra Guild, students in creative industries courses, 
a group of 20 to 30 year old concert non-attendees, music teachers and musicians. 
There was a wide-range of age groups, from students of 18 years to older members in 
the 60 to 75 year group. Although there was a slightly higher ratio of females to males 
for a ‘classical’ music audience, the number of male attendees was higher than usual 
orchestral attendance. 
 
Data summary 
  
Twenty six audience members completed the survey.  Nine were from the 18 to 25 
year age group, seven from the 26 to 35 year age group and ten from the 56 years plus 
age group. Occupations ranged from professional (11 respondents), students (7 
respondents) and retired (6 respondents). There were no respondents in the 36 to 56 
age group. 
 
Results showed that nearly all of the responders like to hear music in their car and at 
home (24% each) and also in the concert hall (21%). The greatest number of people in 
the audience preferred classical music, with a number of other styles identified such 
as funk, blues, folk and electronica.  
 
Respondents were asked to nominate what they liked best and least about this 
performance. The highest response was that the musicians/performers were the best 
part of the performance, with ten people giving this answer, followed by the sound 
production, with seven responses. While respondents nominated the style of music as 
what was least liked, they described the performance as ‘experimental and 
innovative’, ‘an awesome production and great musicianship’, ‘fun and a new look’, 
‘exciting and moving’, ‘a contemporary orchestra’, ‘music that would be good in a 
movie’, ‘different but enjoyable’, ‘an amazing collaboration of drama, lighting, 
costume, sound production’, ‘a break away from traditional ways of experiencing a 
performance’, and ‘refreshing, innovative, explorative but where boundaries can still 
be extended’. 
 
Seventeen respondents said they would not buy a CD of this performance, however all 
but one respondent declared they would come again to a performance like this. 
Suggested changes concerned the style of music presented and the balance of the 
instruments, such as ‘try and make the electronic and percussion components a bit 
more subtle’, ‘greater musical variety, wider range of instruments’, ‘let the musicians 
move around more’ and provide ‘an area for audience to move to the music’. They 
nominated the role of the audience in a musical performance as an ‘emotional 
listener’ and 77% of respondents either agreed or strongly agreed that “a musical 
performance evokes an emotional response in the audience”. Sixty six percent agreed 
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or strongly agreed that “the context (venue, ambience, behaviour, of audience) 
contributes to the meaning of a music performance”, and that “interaction between the 
audience and performers results in audience enjoyment”. Thirty percent of 
respondents disagreed that “pre-performance information is important to enjoyment of 
a musical performance”. 
 
The focus group of eight volunteers was conducted using the following three 
questions to further probe the audience’s response to the performance: 
1. What style of music do you normally prefer? 
2. What was your response to this performance? 
3. Would you come again to a performance like this? 
 
The group comprised two males and six females ranging in age and musical 
background. All of the participants in the group said that they had quite a broad taste 
in preferred style of music from ‘eclectic’ to jazz, folk and classical. When asked to 
describe the performance, one participant said that he found the performance 
‘intriguing’ and that there was ‘a lot of energy’ in it. He liked the idea of not working 
with the score and the physical staging aspect. Another participant was less 
enthusiastic, as he had heard this style of music before and felt it was not new. He 
wanted to hear new music, written specifically for this group and not arrangements of 
existing works, such as the Holst piece. Another said that she had enjoyed the 
performance because there was interaction between the performers and the audience 
and there were no barriers such as music stands or a conductor, so that she could see 
everyone. A young female participant said that that the music was ‘really good, 
contemporary and interesting’. She also had heard similar music on radio, relating it 
to ‘dance music’. She liked the experience of seeing it live and the ‘physical 
movement’ by the performers. Another said she knew the Holst work very well but to 
hear it with the integration of electronic elements and rhythmic beats brought ‘an 
energy, an excitement’ to it. She found “Elegy” to be very ‘lyrical and spiritual’ and 
put her in a thoughtful mood. She also commented on the lack of barriers in this 
performance and the enthusiasm from the performers. 
 
One participant said that she ‘loved the way the music engaged you’ and felt it was 
more of an ‘all around performance’, referring to all of the elements which combined 
to make up the whole experience.  She said it was ‘stretching the boundaries’. 
Another felt that the visual images detracted from the music. The final participant said 
that she often found traditional orchestral concerts ‘boring’ and there was a need to be 
more challenged. She felt that life and music were changing and so this should also be 
represented in the orchestral music realm. She described the musicians as ‘almost 
being in a trance’, and was very engaged by this. She commented on the absence of a 
conductor, believing that the conductor ‘joins everyone together’ and is not distracting 
to the experience. This participant wanted to see more variety in the works performed. 
 
Most participants said they would come again to this type of performance.  
 
Musicians’ focus group 
 
Eight of the musicians from the Deep Blue ensemble participated in this focus group. 
They included string players, percussion, electronic musicians and composers. As this 
was the first time the Deep Blue Orchestra concept was delivered, the creative and 
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research members of the project team needed to understand the musicians’ response to 
their involvement in the process and their reaction to the Deep Blue Orchestra 
concept. One of the aims of this model was to make the ‘musicking’ process less 
hierarchical and so contributions and feedback from the musicians was important to 
the overall development of the model. 
 
The musicians were asked the following questions: 
1. Where does the audience ‘fit’ in the musicians’ view of a performance?  
2. Describe the role of the classical musician working with digital, electronic 
effects. How is it different? 
3. a. What did you like best about this Deep Blue experience?  
b. What did you like least? 
4. What will be the kind of orchestra that will sustain audiences of the future? 
5. What is the role of the audience in a musical performance? 
 
Their responses showed that they enjoyed the freedom, innovation, diversity, 
audience interactivity of this orchestral performance model. They wanted to be able to 
share intellectually, emotionally and physically with the audience, as the response 
factor was needed for their best performance. What was lacking was interaction with 
the other performers which was necessary to heighten interaction with the audience. 
The musicians also wanted more ownership of, and involvement in, the production 
process.  
 
Conclusion 
 
In summary, the primary research showed that the audience enjoyed the interaction 
between the performers and themselves, positively describing the experience of no 
barriers, the live enthusiasm, the feeling of ‘engagement’ and stretching the 
boundaries of their relationship with music. The performance mirrored the changes 
and challenges of life in the early twenty first century. They talked about the 
animation of the musicians generating energy, and the appeal of the physical staging. 
However the audience felt that the repertoire in this first Deep Blue Orchestra model 
was not innovative. The survey revealed that music is a personal experience 
provoking an emotional response, yet participated in with friends. This audience 
claimed that they would not buy a CD of the performance, but that the venue, 
ambience, and audience behaviour were strong contributors to the experience. 
 
In exploring the sustainability of the orchestral model, the research has revealed that 
the audience is demanding, but discerning, and prepared to take risks if they can be 
involved. They want to participate and be free to express their engagement. They 
value creativity, innovation and the new technologies. But they want new repertoire 
and new musical and sensory experiences. They do not want to be removed from the 
production process. Connectivity could bring audience loyalty, thereby sustaining an 
orchestral model such as Deep Blue. 
 
The action research methodology proved to be an effective way to capture the 
anthropology of building orchestral models. Follow-up research in this project moved 
to a series of performances with visual images and technological enrichment, for 
paying festival audiences whose search for innovation was challenged and rewarded. 
Audience response was measured through surveys, SMS messages and notes on paper 
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tablecloths during performance. The findings were similar to the earlier audiences. 
Deep Blue is currently under consideration for touring by a commercial promoter. 
 
Musicology, that is, the study and definition of the music of instruments in time, can 
adapt to commercial outcomes, if the audience is at the core of the production model. 
Audiences should not be removed from the development process. Musicians and the 
other creative artists (director, composers, conductor, sound technicians, lighting 
technicians, film and image makers, projectionists, editors) are at once producers and 
consumers, and are core to the business model. This test model of orchestral 
performance has established that without audience and musician connectivity, the 
orchestra is not complete, nor is content created. Likewise, the distribution is multi-
dimensional, serving a multi-dimensional space inhabited by multi-dimensional 
consumers. 
 
Commercialisation involves developing new reproducible extended orchestral models 
from these conclusions. This research has taken the first steps to create an Australian 
Musical Voice through new orchestras and sound structures, and the development of 
increased orchestral repertoire. This opportunity can be exploited globally in order to 
promote Australian work across national borders.  By changing the emphasis from 
infrastructure to musical IP, a transportable and exportable commodity can be 
developed with significant trade opportunities for the country. Musicology has been 
commercialised and used to develop new audiences for orchestral music. 
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